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’ Afterword !

pth and that its length and size, its form,
s content and expressive intentions. This is
‘t. Mahler knew it, and if I have succeeded
ng his music justice, you do too.

Appendix 1
That Glorious
Mahlerian Orchestra!

ove him or hate him, few will deny that Mahler was argu-
ably the finest symphonic orchestrator that ever lived. say
“symphonic” because Mahler’s instrumental writing is
more than a model of clarity, color, subtlety, and brilliance. It
actually furthers the line of symphonic development, supports
his music’s formal and structural design, and opens the way to
an entirely new world of musical argument and logic that has
had an incalculable impact on twentieth-century music.

As Mahler was a master contrapuntal composer who tended
to think of music polyphonically (that is, as several independent
lines or voices happening at once), you will not find any padding
in his orchestration. Every note, line, instrument, color, plink,
twitter, thud, grunt, swoosh, and screech is meant to be heard.
Mahler’s obsession with clarity above all else led him to an
extremely innovative use of a very large orchestra, often so as
to have at his disposal an entirc group of “mini-orchestras” vari-
ously constituted to give his melodies and movements maximum
contrast and variety. But rather than continue to talk about it,
let’s sce Mahler’s orchestration operating in practice.

On the accompanying CD, play track 2, where you will
hear Michacl Gielen’s performance of the first movement of the
Second Symphony. Listen straight through the first 5 minutes
and 50 seconds, after which the development section formally
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from being a mere bottom for the trombones. His sympho-
nies abound in solos, most notably at the beginning of the §
finale of the Sixth and in the Scherzo (third movement) of the
Seventh. ‘

When it comes to the other members of the brass family, {
Mabhler’s writing is as freewheeling as it gets. All of the sym-
phonies feature lyrical solos for the trumpet, a habit partly the
legacy of his childhood near the barracks, partly a gift of Italian
opera where the trumpets often double the singer, and partly a }
result of Mahler’s deliberate effort to get away from the strings
as the guys who always get to play the tune. The Third, Fifth,
and Seventh Symphonies, as well as Das Lied von der Erde, all
open with brass solos.

In terms of numbers, Mahler greatly multiplied the quan- |
tity of brass players in his orchestras. The normal classical
or romantic orchestra requires two trumpets. In his Second}
Symphony, Mahler asks for ten, and four to six is more like}
the norm for him. Trombone sections traditionally come infj
threes, but Mahler tends to like four, with additional ones off-
stage as needed. The standard four-man horn section appears]
in Symphonies No. 4, 7, 9, and Das Lied. Otherwise Mahler
requires anywhere from six to ten, and his symphonies are full
of rewarding horn solos (especially in the gigantic Scherzo of
the Fifth, where the principal horn is so important that he or
she sometimes comes to the front of the stage and plays stand 4
ing, like a concert violinist). Mahler’s horn writing in general
partakes of the great German romantic tradition extendmg
back through Wagner to Carl Maria von Weber, whose music§
Mabhler adored—even to the point of finishing an incomplete §
opera: Die Drei Pintos (a delightful, too-little-known work with 3
as much Mahler in it as Weber). |

Mabhler expects all of his brass players to use mutes where §
required. This practice is deceptive. Mutes do not necessarily 3

7‘That Glorious Mahlerian Orchestra! VS

make brass instruments sound softer; they change the quality
of the tone to something nasal and rasping. He's also careful to
distinguish between muted horns, which really are softer, and
“stopped tones,” in which the player sticks his or her fist into
the bell of the instrument to crcate a harsh buzzing sound. If
you want to hear how effective this acid sonority can be, check
out the opening movement of the Second Symphony from 1:10
onwards to the big cymbal crash. Another advantage to all of
these muted and squeezed notes is that they don’t cover other
instruments, but rather set their tone into higher relief. This
allows Mahler to contrive full, fascinating accompaniments
using lots of players and instruments without ever obscuring
the principal melody.

Most importantly, Mahler’s brass instruments play fanfares,
tattoos, military signals, and calls to arms. The fanfare is a
constant in Mahler, and you hear them loud, soft, onstage, off-
stage, echoed in other instruments, muted, unmuted, joyous,
threatening, dreamy, and nostalgic. Just as the Mahlerian finger-
print in the strings is portamento/glissando, for the brass it’s
the fanfare. In the first movement of the Second Symphony,
check out the explosion at 9:50, where you can practically see
the trumpets shouting “Charge!” as they crash forward (and
note their two little muted calls as the noise fades away). The
central climax of the movement (from about 13:20 onwards)
consists largely of a series of fanfares, on trumpets, timpani,
woodwinds, horns, and finally the entire orchestra, as it grinds
onward to the recapitulation and the return of the opening

theme in the cellos and basses.

Woodwinds

The woodwind section is in some ways the heart and soul of the
Mahlerian orchestra, for the simple reason that the woodwinds
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despite important innovations in so many other arcas of orches-
tral practice.

Mahler, for his part, couldn’t have cared less about such
theoretical notions of musical purity. His g()a] was o usc cvery
expressive means at his disposal, and one of the most significant
ways in which he enriched the vocabulary of orchestral music
was through his creative use of musical gestures: a single chord,
a rhythm, a crash, a scream, or a thud. Many of these simple -
sounds involve percussion, and entire symphonies can take their !
characteristic color from them. Examples include the sleigh

bells that open the Fourth, the cowbells in the Sixth, and the |
quict tam-tam strokes that always accompany Mahler’s funeral |
marches. :

So Mahler’s percussion writing is not decoration: it is nec-
essary to the symphonic argument and serves a real structural |
purpose. Listen carefully to the quiet gong beats underpin-;
ning the trudging cellos and basses from 4:40 in the Second
Symphony’s first movement, and to the even more ghostly
return of the same music from 18:45. Understanding musical
form involves your memory, and every time after this that you
hear a soft stroke on the tam-tam, you will remember that first;
time, whether or not the rest of the music that accompanied the]
initial sound returns. This is one important way that Mahler}
binds his movements together—using simple tone colors aé,
mnemonic cues. '

Here is the complete list of percussion instruments (asidg‘
from timpani) that Mahler asks for at one time or another in his
symphonies: triangle, crash cymbals, suspended cymbals, bass§
drum, bass drum with cymbal attached, mallet glockenspiel;’
keyboard glockenspiel, high tam-tam, standard tam-tam, lOW'
tam-tam, piano, celesta, snare drum, slapstick, rute (bundle of 3
sticks beaten on the bass drum case), a small wooden stick (also
tapped on the bass drum case), military parade drum, hammer,
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cowbells, steel bars, deep bells, tubular chimes, tambourine,

‘ That Glorious Mahlerian Orchestra!

xylophone, and sleigh bells.

On average, Mahler requires from three to five extra players
to handle his percussion parts, and there’s always a lot of run-
ning around as well: onstage and offstage, extra hands needed
[or isolated timpani strokes, or cymbal crashes, or exotica such
as cowbells.

It’s impossible to exaggerate just how radical Mahler’s
approach was musically (wider cultural issues aside) at a time
when the quality of most percussion sections, in German
orchestras especially, was simply terrible. He would travel
from one performance of his music to the next with his own
percussion section in tow, even scheduling special rehearsals
for the percussionists alone simply to explain to the players
what he was trying to achieve. In all of this he was regarded as
very eccentric.

Wagner used two pairs of timpani in his “Ring” operas.
Mahler often uses two sets, usually of three to four drums each,
and like Berlioz, he is careful to specily which type of mallet
the players should use: soft-headed sticks or hard, wooden ones
(he also asks for mutes on more than one occasion). He was
one of the first composers to write for timpani melodically:
the kettledrums actually get the tune in the third movement of
the Second Symphony and the first movement of the Fifth, and
they always participate fully in the symphonic development of
themes and motives, especially in the Sixth, Seventh, Eighth,
and Ninth Symphonies. Every symphony without exception
includes important timpani solos, and Mahler expects the
players to have at their disposal a range of notes so wide that
special instruments have been constructed simply to play them
accurately.

[ suggest that you listen to the passage in the first movement
of the Second Symphony beginning at 11:00. In the space of a
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GUSTAV MAHLER Letrectt Coliection - Mahler’s Das klagende Lied (‘Mein erstes Werk,
in dem ich mich als “"Mahler” gefunden” — ‘the
first work in which | found myself as “"Mahler ')
was and remains a remarkable Opus |. Partly
this is a reflection of its numerous anticipations
of later works, notably the first two symphonies
(but also the Sixth and Tenth). Even more
striking than this, however, is the quality of the
invention and the boldness of the conception.
Some of its virtuosic handling of the orchestra
derives from the various revisions which Mahler
made to the cantata in 1893 and 1898, but this
does not detract from the originality of the
work. Its literary sources are complex. The
theme and title derive from a story by Ludwig
Bechstein. with the addition of elements from
the Brothers Grimm and Martin Greif, but the
story is found in several folk cultures (a variant
forms the basis of Harrison Birtwistle’s Bow
Down). The fundamental element in all sources
is sibling rivalry. sometimes of brother and
sister, sometimes of sisters. In Mahler’s version
of the tale (which he wrote himself like a true
disciple of Wagner). two brothers aspire to
marry a ‘proud queen’. The dark elder brother
murders the blond younger. leaving as evidence of his crime a bone. When fashioned into
a flute by a minstrel. the bone recounts the murder, first to the minstrel, then to the elder
brother and queen at their wedding celebrations. This causes a cataclysm of Wagnerian
proportions involving the collapse of the queen’s castle. Possibly the choice of two.brothers
stemmed from childhood traumas (as is well-known, Mahler's family was no stranger 1o death,
and he was particularly scarred by the death of his younger brother Ernst in 1874); certainly
the composition of the work was not easy.

o

The oft-cited evidence that Mahler intended Das klagende Lied as an opera is too slight
10 be completely convincing; even if its origins were theatrical. these have hardly survived
into the work itself. But what type of work is it? The cantata is hardly one of the central genres
of the nineteenth century. and it might be more accurate to refer to Das klagende Lied as
a choral ballad (with Mendelssohn's Erste Walpurgisnacht as a distant model) with soloists
and a Wagnerian orchestral and motivic apparatus. As Donald Mitchell has pointed out. the
Wagnerian influence is more likely to be of works like Tannhauser and Lohengrin than the
Ring, which is consistent with the mediaeval chivalry of Mahler's poem. The latter is also suffused
with forest imagery (the murder takes place in a wood) which is a feature of wider Romantic
provenance The poem was finished in March 1878, and the music by 1 November 1880. At
this stage it was conceived as a work in threc parts. with the titles ‘Waldmarchen. ‘Der
Spielmann’ and ‘Hochzeitsstiick; they correspond roughly to the murder. the bone's song
1o the minstrel, and the playing of the bone flute at the festivities. This neat scheme concealed
a tautology: the murder is told twice. in Part | and. as a narrative within a narrative, in Part 1.
Possibly this counted against the work when it was submitted to the Vienna Conservatory
for the Beethoven Prize in 1881. Equally its allegiance to a ‘progressive’ style may have earned
it the dislike of the jury (which included Brahms and Hans Richter). The work failed to win
the prize (an event which Mahler blamed for thrusting him into his life-long career as a conductor
in the theatre}. In fairness to the jury, it must be admitted that Liszt. a high-priest of the moderns,
saw little good in the music and text. Mahler had clearly found the individual voice that many
musicians were to resist until well into the twentieth century.

Mahler eventually solved the problem of the twice-told tale by omitting *Waldmarchen’ which
remained unknown until radio broadcasts in the 1930s. Since it has become more widely known
in the last decades. ‘Waldmarchen’ can clearly be seen as the most diffuse part of the work.
Its prolonged depiction of the natural world in which the murder takes place contains music
attractive enough for Mahler to re-use in Lieder eines fahrenden Gesellen (No.4) and the slow
movement of the First Symphony. But this nostalgically beautiful depiction of the blond brother
falling asleep in the forest overshadows the murder itself, which is more menacingly depicted
in the bone flute’s song to the minstrel. Mahler's decision to suppress "Waldmarchen’ is quite
justifiable on aesthetic grounds. and he supplied no evidence that he wished Das klagende
Lied 10 be anything other than a two-part work for the concert hall. In spite of the role of
“Waldmarchen’ as a thematic exposition (notably of the numerous horn calls and martial figureg).
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the other parts render their motivic content clearly enough for the musico-dramatic process
‘Waldmarchen' is nonetheless an indispensable document for our knowledge of Mahler's
development. and justifies itself more easily on disc than in the concert hall. A further problem
which exercised Mahler during nis various revisions was whether or not to use an extra wind
band in ‘Hochzeitsstuck; this was excised. possibly in 1893 (when "Waldmarchen' may also
have been cut). but later restored for publication in 1902

In spite of the Romantic beauty of ‘Waldmarchen' and the brazen clamour of ‘Hochzeitsstuck.
‘Der Spielmann’ contains the most distinctively Mahlerian music of the work. The first bars
show him taking a typically Brucknerian opening formula {motive against tremolo) and adapting
it 10 his more explosive purposes. Much of the opening paragraph foreshadows Mahler's later
ability to conjure atmosphere less from melodies and themes than from wisps of ideas and
sonorous effects. Horn fanfares and march themes are justified by the subject but survived
to become integral parts of his symphonic style The pacing theme of the minstrel has a type
of bass line that is immediately identifiable as 2 Mahlerian archetype. The tension between
major and minor modes which was to dominate Mahler's music as much as Schubert’s is
already present. But perhaps the most striking moment is the bleak wash of colour that sweeps
over the music at the bone's words, ‘Ach Spielmann. lieber Spielmann mein. Reminiscent though
this may be of Brunnhilde's awakening chords in Siegfried. it is the moment when Mahler
demonstrates most potently his music’s capacity for tragedy. Its repetition in "Hochzeitsstuck’
is hardly less telling: the two moments are worth studying for the manner in which Mahler
varies his orchestration without obscuring the dramatic point. "Hochzeitsstuck” begins with
an orchestral tumult that blends festive noises with a sense of menace (again the product
of conflict between major and minor). The similarity of this to passages in the finale of the
First Symphony eventually does lead to a clear pre-echo of that movement at the catastrophe.
In spite of the careful interweaving of the festive music with the minstrel's approach and the
bone's song. ‘Hochzeitsstisck” does not quite have the firm focus of ‘Der Spielmann’, though
its final pages have the kind of black finality which we find in the Sixth Symphony (both end
in Mahler's ‘tragic’ A minor). Whether listened to in three parts or two. however. Das klagende
Lied is a grimly bracing prelude to the more extensive sound-world of Mahler’s symphonies.

© 1994 |ohn Williamson

JOAN RODGERS

LINDA FINNIE

Fritz Curron
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O Schrecken, was nun da erklang!
Héort ihr die Mare, todesbang!

“Ach Bruder, lieber Bruder mein!
Du hast mich ja erschlagent

Nun blast du auf meinem Totenbeint
Dess' muf ich ewig klagen!

Was hast du mein junges Leben,
Dem Tode hingegeben?”
O Leidz, weh! O Leide!

Am Boden liegt die Kdnigin!
Die Pauken verstummen und Zinken.

Mit Schrecken dic Ritter und Frauen flich'n.

Die alien Mauern sinken!

Die Lichter verloschen im Konigssaal.
Was ist es wohl mit dem Hochzeitsmahi?
Ach Leide!

O horror, what now is sounded!
Hear the tale of monal dread!

“Ah brother, dear brother mine,

it was you who struck me dead!

Now you play upon my whitcned bone:
that | must forever lament!

Why did you give away to death
my life in all its youth?”
O sorrow. woe! O sorrow!

The queen falls to the ground!

The cornetts and drums fall silent.
The knights and ladies flee in terror,
the ancient walls collapse!

The lights are darkened in the royal hall.
What has happened to the wedding-feast?
O sorrow!

English translation © Lionel Salter
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The internationally celebrated soprano Joan Rodgers was born in Cumbria. After graduating from
the University of Liverpool with an Honours degree in Russian she entered the Royal Northern
College of Music in Manchester. In 198] she won the Kathleen Ferrier Memorial Scholarship.

Joan Rodgers first came (o international attention in 1982 as Pamina in a new production of Die
Zauberflote at the Festival of Aix-en-Provence. Since her debut in 1984 she has appeared regularly
at the Roval Opera House, Covent Garden; roles for English National Opera have included Pamina.
Gilda, Nanetta, and The Countess in Graham Vick’s highly successful production of Figaro’s Wedding.
Operatic performances overseas have included appearances in Brusse!s, Chicago, Florence, Madrid,
Munich, Paris, Vancouver and Venice.

Joan Rodgers enjoys an equally successful career as a concert and recital singer; concert
engagements overseas have included regular appearances with such conductors as Daniel Barenboim,
Nikolaus Harnoncourt, Zubin Mehta and Essa-Pekka Salonen. She appears regularly in London,
including since 1988 appearances at the BBC Promenade Concerts.

Linda Finnle was born in Scotland and studied at the Royal Scottish Academy of Music and Drama.
In 1974 she won the Kathleen Ferrier Memorial Award, and three years later the Kathleen Ferrier
Prize at the 's-Hertogenbosch International Competition. Miss Finnie’s concert career has taken
her to Australasia, the USA, the Far East and all over Europe. She broadcasts frequently on Radio 3.,
as well as being a regular guest at the Proms and the Edinburgh Festival. She has worked with
many international orchestras and opera companies, under conductors such as Abbado, Maezel,
Barenboim. lansons. Dohnanyi, Previn. Rattle and Tate. Such was her success at the 1988 Kupfer/
Barenboim Ring Cycle at Bayreuth, she was reinvited for the following five seasons.

Linda Finnie is an exclusive recording artist with Chandos Records for concert and recital work..
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The loveliest girl in Vienna

Was Aima, the smartest as well
Once you picked her up on your
antenna

You'd never be free of her spell

Her lovers were many and varied
From the day she began her beguine
There were three famous ones
whom she

married

And God knows how many between

Alma, tell us

All modern women are jealous
Which of your magical wands
Got you Gustav and Walter and
Franz

The first one she married was

Mabhler

Whose buddies all knew him as
Gustav

And each time he saw her he'd holler
"Ach, that is the fraulein | moost
hav"

Their marriage, however, was murder
He'd scream to the heavens above
"I'm writing 'Das Lied von der Erde’
And she only wants to make love!"

Alma, tell us

All modern women are jealous

You should have a statue in bronze

For bagging Gustav and Waiter and Franz

While married to Gus, she met Gropius
And soon she was swinging with Waiter
Gus died, and her tear drops were copious
She cried all the way to the altar

But he would work late at the Bauhaus

And only come home now and then

She said. "What am | running, a chow house
It's time to change partners again”

Alma, tell us
All modern women are jealous

Though you didn't even use Ponds
You got Gustav and Walter and Franz

While married to Walt she'd met Werfel
And he too was caught in her net

He married her, but he was carefel
'Cause Alma was no Bernadette

And that is the story of Alma

Who knew how to receive and to give
The body that reached her embalma
Was one that had known how to live

Alma, tell us

How can they help being jealous
Ducks always envy the swans
Who get Gustav and Walter

You never did falter

With Gustav and Wailter and Franz




